of the original ink sketch is visible, as the carving has just been begun. One suspects that in this case less practiced hands wielded the mallet and chisel, for the work was "botched" and apparently abandoned. It is interesting to note, nevertheless, the thin groove marking the profile with which the sculptor started before beginning his modeling of the face.
shall be neither very wrong nor very accurate.
The study for the portrait of Akh-en-Aten is on a small rectangular slab of the rather gritty limestone local to el CAmarneh. The upper part of one side is occupied by the portrait of the king, a head which is carried out only as far as the base of the neck. Barely visible are the remains of the original ink sketch, where the sculptor's chisel has not touched the stone. They indicate the uraeus on the king's brow and the point of attachment to the headcloth. The rest of the head, with the exception of the ear, is fully carved, although the surface has not received the final smoothing, if indeed the ea Va artist ever intended to give it such a finish.
It would be too much to say that this particular sketch was taken from life. It is much more likely that it was a practice piece of one of the royal sculptors, an exercise to "get his hand in" before attacking the king's figure in a larger scene in tomb or temple. of the original ink sketch is visible, as the carving has just been begun. One suspects that in this case less practiced hands wielded the mallet and chisel, for the work was "botched" and apparently abandoned. It is interesting to note, nevertheless, the thin groove marking the profile with which the sculptor started before beginning his modeling of the face.
In these sketches we see an attitude toward portraiture, both on the artist's part and on the part of his royal subject, which is diametrically opposed to tradition. A reminder of the historical background of this remarkable piece will add greatly to its interest.
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The The purpose of most portraits of Egyptian kings was dynastic, in the sense that temples were always decorated in a manner which would show unmistakably the inclusion of the pharaoh in the company of the gods and his kinship with the supreme god of the pantheon. It is not surprising, therefore, that the king is usually represented as a fine figure of a man in the prime of life, differing in no respect from the gods except for the crown he wears.
Only twice in the long history of Egypt was this convention not observed. A number of statues of the pharaohs who ruled Egypt during the Twelfth Dynasty reveal individual human traits which were never thought of by Egyptian sculptors as characteristic of the gods. The other divergence occurred in a single reign, that of Akh-en-Aten, whose personality broke the even continuity of Egyptian religion and art as neither civil war nor foreign invasion had ever done, or ever did again.
Succeeding to the throne in the midst of a period of great wealth that resulted from the conquests of his predecessors of the Eighteenth Dynasty, Akh-en-Aten found himself in conflict with the Theban priesthood, whose power had These models are intensely interesting not only because they are beautiful in themselves but because they are part of a revival of art deliberately fostered by the kings of the Twenty-sixth Dynasty. This family rose to power in the delta city Sais in 663 B.C., at the end of the long period of decline, civil strife, and foreign invasion which had followed the decay of the empire created by the pharaohs of the Eighteenth and Nineteenth Dynasties. The Saite rulers seem to have understood the propaganda value of temple art, in which the pharaoh's historic claim of being himself a god was substantiated as much as it could be by representing him with the other gods on temple walls.
After an interval of more than four centuries with little art worthy of the name, a new beginning was necessary. The artists working for the Saite kings drew their inspiration chiefly from the temples and tombs of the Old Kingdom and had copies made of reliefs and statues for the guidance of the apprentices in the royal studios. The result of these activities was the formulation of an official style of art. The models which we have been discussing demonstrated its canons. They have been found in various parts of Egypt, and their similarity has led us to suppose that they were prepared at a central point and distributed wherever temples were being erected by the royal house. In the decoration of the many temples they erected throughout Egypt the same style of art, which had been formulated in the Twenty-sixth Dynasty, may be observed. Our small model with its characteristically soft treatment of the features is a good example of the style favored by sculptors of this school. The faces are always well filled, almost plump, without any apparent bony structure below the surface. The mouth is particularly noticeable, being invariably pursed into a smile which is almost a smirk.
I have spoken of this model as an unfinished product, and yet in a sense it is one of the most highly finished pieces of sculpture in the Egyptian collection. The material is limestone of very fine grain, and the surface is smoothed to a point which approaches a polish. The absolute symmetry of the features, the delicacy of their treatment, and the smoothness of their contours make one feel that the artist has become enamored of his subject. But his subject is not the king, or any other person. Indeed, in this style of sculpture, practiced for so long with such excess of refinement, one feels that the subject has lost its validity, and the portrait has become nothing more than a supreme example of the statuary's technique.
That the Saite-Ptolemaic style of royal sculpture should have lasted for six centuries without essential change is most astonishing. It is equally remarkable that these are just the six centuries which saw the beginnings of Greek sculpture, its flowering, and its extinction. During the latter half of this period Alexandria was one of the principal centers of culture of the Hellenistic world. Yet Greek ideas in art, as in religion, left no marked impress on Egypt even in the declining years of her age-long pharaonic existence.
